Indian movies shot overseas have attracted the attention of not only advertising agencies keen to see their clients' brands appearing on-screen, but also government tourism commissions eyeing India's growing middle classes as potential visitors. Australian federal and state governments offer Indian film producers financial incentives to film in Australia, and Australian cities now regularly supply Indian movies with backdrops of upmarket shopping malls, stylish apartments and exclusive restaurants. Yet in helping to project the lifestyle fantasies of India's new middle classes, Australian government agencies are supporting an Indian view of Australia. While this image may attract Indian tourists to Australia, it presumes Australia is culturally White and British, and as a result Australian agencies market an Australian cosmopolitanism defined not in terms of cultural diversity but in terms of the availability of global brands. The absence of cultural diversity in how Australia is branded in Indian movies is at heart a political rather than a marketing issue and one that can be challenged effectively only by holding to account those who are politically responsible for branding the nation. 
Deshpande's description applies as much to Indian movies set in Melbourne, Perth or Sydney as to those filmed in London, New York or Toronto, and as Jyotsna Kapur and Manjunath Pendakur put it:
The seamless traveling around the globe that is represented in these films confirms the lives and aspirations of the upper sections of the Indian international professional and managerial middle class, a group that services global business, travels frequently, and consumes the same brands as their international counterparts. (Kapur and Pendakur 2007: 51) Coonoor Kripalani dates product placement in Bollywood from the late 1990s (Kripalani 2006: 204) and, even though audiences for Tamil movies such as Unnale Unnale are predominantly less urbanized than for Hindi movies, as an increasing proportion of boxoffice revenue has come from India's growing middle classes, so popular Indian movies, including Tamil, Telugu and Kannada movies, have become a focus for the advertising world and brand marketing. As Kripalani puts it: 'while audiences are consuming films, consumerism of other goods and services is being sold to them' (Kripalani 2006: 209) .
The female counterpart to Deshpande's dance of the consumable hero is the musical shopping spree. Again, despite demographically different audiences, such sequences are as much a feature of Tamil, Telugu and Kannada movies as Hindi movies, witness the shopping malls of Perth in the Kannada movie Preethse (D. Rajendra Babu, 2000) . In Unnale Unnale, during the song 'Hello Miss Imsaiyae', one of the film's two heroines, Deepika (Tanisha), dances past the Myer department store in Bourke Street twirling Sportsgirl and Accessorize shopping bags while, with perfect timing, a Melbourne tram advertising G-Star Raw Denim clothing passes behind her. In the song 'Vaigasi Nilavae', the film's other heroine, Jhansi (Sadha), emerges in an evening gown from a Diva fashion jewellery store, flanked by a line of women hairdressers; and in a publicity still taken from the film's opening sequence, Jhansi and the hero, Vinay (Karthik), are carefully posed against an entire tram advertisement for L'Oréal cosmetics featuring the brand's 'ambassador', Aishwarya Rai. Rai, a former Miss World and herself a Bollywood megastar, has been a brand ambassador for such global brands as Longines watches, Nakshatra Diamonds, Coca-Cola and Lux soap and, as Goldie Osuri has shown, Rai's image circulates transnationally through complicity with the western discourse of female beauty used to advertise global brands like L'Oréal, 'a transfiguration of an Indian cosmopolitan femininity which can approximate whiteness through appearance and its relationship to consumer goods' (Osuri 2008: 118) . Though Rai's face on the Melbourne tram may be advertising cosmetics, framed within Unnale Unnale Rai symbolizes the kind of transnational lifestyle of global brands celebrated in recent Indian movies.
Indian movies shot overseas have attracted the attention of not only advertising agencies keen to see their clients' brands associated with the films' stars, but also government tourism commissions eyeing India's growing middle classes as potential visitors. As the Premier of Victoria, Ted Baillieu, put it when announcing the state's success in attracting Bhaag Milkha Bhaag (Mehra, in production) For the past ten or more years, the Australian landscape, particularly the coastline of Victoria's Great Ocean Road, has competed successfully with New Zealand's South Island and the Highlands of Scotland as an alternative to the romantic mountain settings of Switzerland, which themselves had earlier replaced the traditional mountain settings of Kashmir when increasing conflict in the 1980s made it dangerous to film there (Jaisinghani 2004 ). Australia, of course, can also offer unique tourism images, such as the Great Barrier Reef and kangaroos bounding across a plain, but is less well placed in terms of the more recent demand for backdrops of the global city. New York and London, with their internationally recognizable icons and significant local South Asian audiences, remain the first choice of Indian film-makers rather than the less-prestigious and lessrecognizable cities of Australia.
As representations of the global city, Australian cities compete mainly with the newer business hubs of Asia, most notably Bangkok, Singapore and Dubai, cities that may be less prestigious and less recognizable than New York and London, but which can offer cheaper and more accommodating location filming. Melbourne is sold to tourists as 'an exciting, modern metropolis, bustling with award-winning restaurants, hip music Government tourism commissions, keen to use Indian movies as destination marketing, hope to counter the anonymity of their cityscapes by persuading film-makers to name the locations within the film (Hassam 2010: 182) . Of course, films set in Sydney need only include a glimpse of the Harbour Bridge or the Opera House to establish the location, though there may still be some doubling (Heyy Babyy, though set in Sydney, included shots of Brisbane). But Melbourne is dependent on captions and other location markers: Salaam Namaste (Anand 2005) and Unnale Unnale both display a 'Melbourne Australia' caption over initial images of the city, while Nala Damayanthi (Mouli, 2003) includes a Melbourne airport sign. The power of tourism commissions to negotiate the use of such signposting depends on the strength of their filming incentives, which range from assistance with location filming to tax refunds, but government resources are limited and the market in overseas locations favours film producers who can more or less auction the naming rights of the location to the highest bidder. The title of Prateek Chakravorty's latest film was reportedly determined by whether Victoria or NSW offered the better deal:
We have yet to finalise the title of the film. It will definitely include Australia or either Sydney or Melbourne. Our Australian production company […] is in conversation with the states of Victoria and NSW to explore tie ups before we announce the final name. (Anon. 2011) As it happens, NSW won and the title became From Sydney ... With Love (Chakravorty, 2012 ).
Yet, unlike, say, The Third Man (Reed, 1949) or Blow-Up (Antonioni, 1966) In 1951, the Australian Minister for Immigration, Harold Holt, wrote to Thomas White, the Australian High Commissioner in London, in response to complaints appearing in the British press that UK migrants had been misled about the housing and employment conditions in Australia: 'I've little doubt myself that rather too rosy a picture was painted by our [immigration] officers in the first place. Australia and the migration programme appear to have been "sold" rather in a tourist bureau manner' (Joynson 1995: 180) . In marketing terms, Holt was discovering how bad publicity could damage nation branding, but his remarks also question how far national identity should be regarded as a commodity to be sold to the world. This is not a question raised by today's Australian politicians, the Australian press or academics in marketing and tourism, all of whom endorse the 'unashamedly commercial' focus of place branding. In order to ask Holt's question, we need to recall what Holt took for granted, that the role of elected politicians is to promote the public good rather than the interests of the marketplace, especially where they may be in conflict, as when, according to one commentator, the romanticized, tourist version of Australia appearing in Indian cinema contributes to the plight of If a public good is by definition an object of democracy, encouraging collective participation from its citizens and procuring just and equitable rewards for the benefit of all, what happens when this public good falls under the authority of private branding and advertising agents? (Aronczyk 2008: 43) Whereas the public good relates to citizens rather than consumers, a national brand 'ignores the infinite pluralities, conflicts and potentials for resistance that characterize the realities of public life' (Aronczyk 2008: 55) . Hence, though nation branding may promote 'wealth' in finance capital, this 'must be accompanied by an understanding of what other forms of collective wealth -self-realization, noninstrumental forms of community, mutual respect -may be lost in the process' (Aronczyk 2008: 56) . By focusing on the instrumental benefits of nation branding, governments lose sight of the plurality of communities and the need for conflict and resistance in a healthy democracy. In terms of Australia's appearance in Indian popular cinema, we need to ask what is being lost in the marketing of Australian cities as consumer paradises rather than as socially and culturally diverse communities of citizens.
As we have seen, the concept of diversity is not absent from Brand Australia, and those promoting Australia overseas are keen to emphasize the cultural diversity of Australian cities. This was especially so in the wake of the media attention given to Australian newspapers rarely if ever scrutinize these claims about the benefits of specific films to tourism or employment and merely reiterate the publicity statements circulated by the film-makers, including formulaic assertions about a film being the first in some or other respect. The claim that From Sydney... With Love is 'the first Bollywood movie with Sydney in its title' ignores the risk that this might be a disadvantage or that the film's story-line could damage Sydney's reputation overseas, while the claim that Salaam Namaste was 'the first Indian movie filmed entirely in Australia' (Phillips 2005) continues to be repeated despite being untrue (many of the interiors were filmed in Mumbai). Now Bhaag Milkha Bhaag is being claimed as 'the first ever biographical film to be made on a sports icon in India' (Anon. 2012a), a claim formulated in India but retailed in Australia for a diasporic audience, much as Australian newspapers in the 1950s retailed overseas news stories about British or American films to be shot in Australia (Hassam 2006) . With federal and state governments, tourism commissions and newspapers all reproducing without question the film producers' publicity material, the production of Indian movies in Australia operates in such a rarefied atmosphere of mutual congratulation that the contribution of any specific film to actual tourist numbers, Australian employment or, indeed, the representation of the everyday experience of Australians has become secondary to the rhetoric. This is marketing to the marketers.
In such an atmosphere, offering a critique of the claims made for Indian movies shot in Australia may seem disloyal or even unpatriotic, but if a free press is a vital component of democracy then the failure of journalists in particular to scrutinize government claims is a failure of democracy. In his critique of Tourism Australia's promotional video, 'Nothing Like Australia', Jakubowicz concedes that tourism images may be regarded as relatively harmless: 'No one is really expected to believe everything here, and the adverts should not be expected to contain anything that might put off prospective money spenders' (Jakubowicz 2010 ). Yet, as Jakubowicz also notes, it becomes a matter of public interest when fantasies about Australia are funded by the Australian taxpayer and managed through government corporations, and, as Aronczyk stresses, any lack of accountability by elected representatives devalues the status of citizenship:
By transposing authority from elected government officials to advertising and branding professionals, by replacing accountability with facilitation, and by fitting discussions of the nation into categories that privilege a particular kind of collective representation over diverse expression, nation branding affects the moral basis of national citizenship. (Aronczyk 2008: 43) This transposition of authority from elected officials to business professionals is, of course, consistent with the neo-liberalism, which, since the 1980s, has sought to deliver government services through a combination of state-owned and private corporations. As a result, an ethos of public service, as glimpsed in Holt's suspicion of a purely commercial mentality, has been replaced by the evaluation of the public good purely in terms of This exclusion of voices is in part due to the need to produce a selective and consistent brand image, a problem inherent in branding; as Aronczyk puts it, 'branding cannot account for the plurality of voices, legacies and competing visions of the nation-state' (Aronczyk 2008: 58 ). Yet voices may be excluded for economic reasons, as in the case of Peter Varghese, because some of the 'competing visions' are not judged saleable in the market for locations; or excluded for political reasons because they conflict with the ideology of those in power, as in the case of Australians of Indian or Chinese descent who have been victims of White racism. The adoption of lifestyle marketing and the consequent devaluation of the everyday experience of cultural diversity in Australia, of an Australian vernacular cosmopolitanism, is at heart a political, rather than a marketing, issue and one that can be effectively challenged only by holding to account those who are politically and, indeed, morally responsible for branding the nation.
